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"A POLISH LADY"
The Art of the Jacobite Print
Neil Guthrie

"Do you know me?"
— H. Fielding, The Masquerade (1728)

f /
I

he library of Worcester CoUege, Oxford, possesses a
collection of prints assembled by Sir George Clarke
(1661-1736), public servant, MP for the University,
amateur architect, and fellow of AU Souls. Together with Nicholas
Hawksmoor, Clarke designed Worcester's hall, chapel, and the library
to which he bequeathed his own Ubrary. His gift included 8,000-odd
prints, which are preserved in their original albums, fifty-two in total.
Selected images are displayed on a website about the collection
prepared by Timothy Clayton and Ben Thomas.^
One of these prints, a mezzotint produced by Thomas Bowles
(1680-1757) in 1719, depicts a young woman wearing a velvet coat
trimmed with ermine and an unusual hat, with flowers behind her left
ear [Figure 1]. In her right hand she holds a black mask, lined with
white, a short distance from her face. The mask is fuU-face, not a halfmask or domino, and one eye-hole is visible from the inside. The
woman's hand is tilted away from the viewer, fingers spread out,which
I

' See http://prmts.worc.ox.ac.uk/ and T. Clayton, "The Print Collection of George Clarke at
Worcester CoUege, Oxford," PrintQuarterly 9 (1992), 123-41.

288

16J0-18J0

suggests that she is drawing the mask away from her face rather than
covering up. As will be suggested below, this is the key to
understanding the meaning of the print. The words "A Polish Lady"
are engraved below. On the sheet at Worcester College the price "1
shilling" is written in pencil, identified by Clayton and Thomas in the
on-line catalogue as the printseller's note.^

I: The Princess ^
One might be tempted to say that the "Polish Lady" is part of a larger
series of fashion plates depicting the national dress of many nations, in
the vein of Wenceslaus Hollar's Theatrum Mulierum of 1642-43 (which
incidentally does not include a Pole)? Or perhaps it is a fancy piece Uke
Richard Houston's mezzotint of 1758 after "Night" by Philip Mercier,
in which a young woman in a short cape ornamented with shells (not
the Polish Lady's fur-trimmed coat), holding a staff in her right hand,
also puUs a mask away from her face with her left.''
The "Polish Lady" is, in fact, the most famous female Pole of her
day, the girl who was born Princess Maria Clementina Sobieska
(1702-1735), granddaughter of the elective KingJohn III Sobieski of
Poland, the Christian hero who delivered Vienna from the Turks.^ Her
ancestry alone would have made Clementina notable, but in 1719 she
^ George Clarke Print Collection, Worcester College, Oxford, XVII:141 (print 215).
' Richard Pennington,.^ Descriptive Catalogue of the Etched Work of Wenceslaus Hollar, 1607—1677
(Cambridge: Cambridge University Press, 1982), 295-320.
John Chaloner Smith, British Me^tirtto Portraits, 4 vols. (London: Henry Sotheran & Co.,
1883), ii. 698 (no. 139); Cyril Davenport, Mesc^tints (London: Methuen & Co., 1904), 134—36;
John Ingamells and Robert Raines, "A Catalogue of the Paintings, Drawings and Etchings of
PhUip Mercier," Wapole Society 40 (1976—78),48 (no. 197). Was Herder's picture based on the
"Polish Lady," to which it bears more than a passing resemblance?
^ See Patricia C. Briickmann, '"Men, Women and Poles': Richardson and the Romance of a
Stuart Princess," ECE 27 (2003), 31-52; and my "The Memorial of the Chevalier de St. George
(1726): Ambiguity and Intrigue in theJacobite Propaganda War," RES 55 (2004), 545-64.
A statue of King John trampling a Turk was bought in 1675 by Sir Robert Vyner
(1631-1688), Lord Mayor of London, who had it remodeled as King Charles II triumphing
over Cromwell. The statue was installed in front of the old Stocks Market, now the site of the
Mansion House and later removed to Newby HaU, near Ripon, Yorkshire. See G. S. Layard,
The Headless Horseman:Pierre Lombart's Print—Charlesor Cromwelll (London: Philip Allan & Co.,
1922), 66; B. Weinreb and C.Hibbert, TheEondonEngclopcedia (London:MacmiUan, 1983), 826.
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had a claim to fame in her own right. As is well known, the Princess
had been detained on her way from Silesia through the dominions of
her cousin, the Emperor Charles VI. The Emperor wished to oblige his
ally. King George I of Great Britain, by preventing Clementina from
reaching her destination in the Papal States, where she was to be
married to a dangerous character indeed (from the Hanoverian point
of view). Her intended was the Smart claimant to the British thrones.
Prince James Francis Edward (1688-1766), a man variously described
as KingJames III, the Chevalier de St. George, and the Old Pretender.
Clementina was spirited away from her detention at Innsbmck by
Charles Wogan, the Irish Jacobite advenmrer who had identified her as
a worthy bride for his sovereign and negotiated the match. The rescue
caused a sensation in Europe and gave a much-needed fillip to
legitimist aspirations.® Pope Clement XI, the Princess's godfather,
issued a medal on the occasion, which capmres the celebratory mood
of the Jacobite party and their sympathizers [Figure
In 1719, to
refer to Clementina as "A Polish Lady" would have been hke saying "a
Swedish actress" in 1930—^it could only have been Greta Garbo.
The same effect was attempted in 1772, when a print of Prince
Charles Edward's hapless bride. Princess Louisa of Stolberg-Gedern,
appeared in two versions, one with no title and the other with the
inscription "A Princess of Stolberg."® The print of 1772 may have
drawn directly on the caption of the portrait of the Polish Lady but, at
a time when the last Smarts were little more than a matter of historical
curiosity, can hardly have had the same eclat as in 1719, when the
Jacobite enterprise remained a viable one.

' Sir John Gilbert, ed., Narratives oftheDetention, Liberation andMarriage ofMaria ClementinaStuart
(Dublin: Joseph DoUard, 1894; reprinted Shannon; Irish University Presses, 1970); Peggy
MiUer, A Wife for the Pretender (London: George AUen & Unwin, 1965); Gemot O. Gtirder,
"Deceptis Custodibus or liberty Lost—Liberty Regained," Royal Stuart Society paper 35
(London: Royal Stuart Society, 1990). This period brought moments of triumph but also bitter
defeats to James and his partisans: the rescue of Clementina, the royal wedding, and the birth
of an heir in 1720 were counterbalanced by the failure of the Spanish Expedition and the
defeat at Glenshiel in 1719, as well as by the exposure of the Atterbury Plot (for which, see
Eveline Cruickshanks and Howard Erskine-HiU, The Atterbury Plot [Basingstoke: Palgrave,
2004]).
' See my "Some Latin Inscriptions on Jacobite Medals," TheMedald?> (spring 2006), 23-32.
® Richard Sharp, The Engraved Kecord of theJacobite Movement {Mdershot. Hants and Brookfield;
Vermont: Ashgate, 1996), 122-23 (no. 255.i-ii).
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^ II: The Prints and the Other Princess ^

There are, in fact, two types of prints associated with Princess Maria
Clementina which identify her as "A Polish Lady." Of the second type
there are a number of slighdy different versions. AU of these are of
roughly the same date (1719-20), but of uncertain chronology and
origin. The variety of "Polish Lady" prints suggests that they were
produced in relatively large numbers to capitalize on the topicality of
Clementina's flight from custody and the demands of the print-buying
public.'
In all of the prints, there is a portrait of a young woman within an
oval of masonry. The woman is of a generically pretty type and wears
a fur-trimmed garment and a somewhat shapeless hat, which are
presumably intended to represent Polish dress.As portraits, the
images are not highly individualized. They differ slighdy, but are close
enough (the long, straight nose, for example) so as to appear to
represent the same person. This and the similarides in dress suggest a
common origin. One type of "Polish Lady" print places the oval
portrait in its surround on a stone pedestal [Figure 3]. Both the frame
and the support are a bit battered, as if by the effects of dme. Time
himself, muscular for his advanced age and winged, stands behind,
drawing back a large piece of drapery. In his other hand. Father Time
holds the traditional scythe. To his right, at the left-hand edge of the
image, an archway opens onto a wooded landscape. Beneath the image
is the inscription "A Polish Lady." The lady herself is richly dressed in
a brocade gown, the jeweled top buttons of which are puUed back to
reveal considerable decolletage. As has been mentioned, over the gown
she wears a dark coat or robe trimmed with white fur. On her head, the

' Freeman O'Donoghue, Catalogue of Engraved British Portraits Preserved in the Department of Prints
and Dramngs in the British Museum, 6 vols (London: The Trustees of the British Museum,
1908-25), iii.160; Sharp, Engraved Record, 104—5 (nos. 177-79).
As wiU be discussed below, the lady's dress may, in fact, be Turkish. EUeen Ribetto, in The
Dress Worn at Masquerades in England, 1730 to 1790 (New York: Garland Publishing, 1984),
426-27, notes (in the context of the fashion for Hungarian or hussar dress in the 1740s, but
presumably also true of the earlier decades of the eighteenth century) the western European
tendency to depict a "generalised eastern European/Turkish dress" (426-27). Ribeiro
elsewhere observes that the typical fur trim of Polish dress in this period was ultimately
derived from Turkish costume: see Dress inEighteenth-dZentury Europe, 1715—1789 (London: B.T.
Batsford, 1984), 152, and revised edition (New Haven: Yale University Press, 2002) 99-101.
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Figure 1: Thomas Bowles, A Polish Ladj (1719).
Courtesy of the Provost and Fellows of Worcester College, Oxford.
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Figure 2: Medal Depicting the Rescue of Princess Maria Clementina Sobieska.
Copyright the Trustees of the British Museum.
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Figure 3: Rendering of the "Polish Lady" atop a stone pedestal.
Copyright the Trustees of the British Museum.
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Figure 4: Nathaniel Parr, Mary-houisa...at her Toiktt (1744).
Copyright the Trustees of the British Museum.
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Polish Lady wears a loosely fitting tasseled cap, secured by a large jewel
suspended over her forehead by three strings of peals. A jeweled cross
hanging from a pearl necklace completes the lady's ornaments. Her
right hand rests delicately over her right breast—but she holds no
mask.
The second type of "Polish Lady" print, which exists in a number
of variant forms, shows a female figure in a similar fur-trimmed robe,
but the fur has black ermine spots, the lady's dress is plainer
underneath the robe, her jewels more discreet. The hat is different, too:
it is also a soft cap, but it appears to have been rolled up in order to sit
on top of the lady's head. The lady faces sHghdy to her right, not to her
left as in the Father Time print. And in these versions she holds a
mask. This print exists as an engraving and in mezzotint. In the
engraved version, the portrait in its masonry surround is placed, as in
the print with Father Time, on a stone pedestal, with a silk curtain
draped theatrically across it—as though the allegorical figure from the
other print has pulled back the drapery and then disappeared from the
scene. To reiterate the point that this is someone who needs no
introduction, the engraving leaves out the identifying caption "A Polish
Lady." This version includes a different inscription saying that the print
was "Grave apres I'Original par J. Veraut. / A. Paris ches^J. Suhert rue St.
Jacques." Richard Sharp, in his indispensable study of Jacobite portrait
prints, teUs us that the artist and publisher are unrecorded and that "it
is probable that this is a pseudonymous production," although in all
likelihood genuinely French.^' The mysterious publication details only
add to the enigmatic character of the image. The same image in
mezzotint, probably English this time, but minus the curtain and the
pedestal, is that found at Worcester CoUege [Figure 1]. There are
versions of the mezzotint with the "Polish Lady" inscription and
without.^^ The "Veraut" engraving and the mezzotint versions are
closely related, but it would be difficult to say which came first.
One explanation for the different types of prints is that the states
with no identifying inscription are later in the series, on the theory that
once the print-buying public knew what Polish dress looked like and

" Sharp, Engraved Record, 105 (no. 178), 68; e-mail from Sharp to the author, 23 August 2005.
Sharp, Engraved Record, 105 (no. 179; no inscription); George Clarke Print Collection,
Worcester College, XVII: 141 (print 215; with inscription).
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could readily identify the subject of the portrait, even a cryptic caption
was no longer necessary. The image itself could be presented on its
own, shorn of allegory and all but essential properties.This is plausible,
but there is a complication. Edward Corp suggests that the "Polish
Lady" may in fact be a recycled image of Princess Louise Marie
(1692—1712), the Pretender's younger sister, used as a hurried substitute
for Maria Clementina in the face of sudden demand for her image after
the daring escape from Innsbmck, but in the absence of readily
available painted or engraved portraits from life.
There was certainly a portrait of Princess Louise Marie in fancy
dress in existence at the time, although it seems not to have survived.
The original, lost portrait of Louise Marie probably depicted her in
Turkish rather than PoUsh dress, making her hat in fact a turban."
Prince James wrote from Rome on 14 April 1720 to William Dicconson (who had been Treasurer and Receiver-General in the household
of Queen Mary Beatrice, and who looked after pensions and other
matters at Saint-Germain for her son):
I would have you send here, without frames, the litle [r/r]
round picture of my sister in mascarade, and one of the busts
which De Troyes made of her, I think not long before she
dyd.
In reply, Dicconson wrote on 6 May that he would "as soon as possible
send the two picmres of ye late Princess which yr Majesty desires to
haue."" As Corp suggests, the "Polish Lady" engravings with a mask

" The continental European vogue for Turkish cosrume originates in this period, largely
prompted by the marquis de Ferriol's lUoiei/ de cent estampes representant differentes Nations du
Levant (1714), engraved by Jacques Le Hay; see Meredith Chilton, Harlequin Unmasked: The
Commedia dell'ArteandVorcelain Sculpture(New Haven; Yale University Press, 2001),233-34 (and
the reproduction there of Ferriol's plate of "LaSultane Asseki,"depicted in a fur-trimmed red
robe); Ribeiro, Dressin Eighteenth-Centu^ Europe (2002),263-71. The fashion arrivedin England
slightly later, after the return of Lady Mary Wortiey Montagu from her husband's Turkish
embassy in 1718 and Sir Godfrey KneUer's portrait of her a la turque (1720), which was weU
known to the pubHc through prints: see Robert Halsband, TheJJfeofLadyMaiy Wortly Montagu
(Oxford: Clarendon Press, 1955), 98-100; Isobel Gmndy, Lady Mary Worth/Montagu: Comet
of the Enlightenment (Oxford: Oxford llniversity Press, 1999), 201-02.
" Royal Archives, Smart Papers 46/57A (Prince James to W. Dicconson, 14 April 1720),
46/112 (Dicconson to PrinceJames, 6 May1720). Corp believes that the masquerade protrait
of Princess Louise Marie was Ijy Belle, from about 1711: Corp, TheKingoverthe Water: Portraits
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woiild appear to have been based on the first of the portraits requested
by the Prince. The engraver of the first such print (wbicbever it was)
may have modeled it direcdy on the painting of Louise Marie, but it
seems more probable that the print was based on an engraving that was
already in circulation, presumably identified as Louise Marie, but not
recorded by Sharp or Corp. After all, if an image of Clementina was
needed in a hurry, it would have been simpler just to invent a portrait
of her than to take the trouble of copying an existing painting of
someone else. Adapting an existing engraving of Louise Marie would
have been even more expedient. Alteration of plates was a fairly
common practice in this period and served a number of purposes.
Although the intent could be satiric, it was often simply a matter of
saving the engraver the time and trouble of preparing a new metal plate
from which to make impressions. If clothing and scenery were
sufficiendy generic, reladvely small areas of a portrait—faces, heraldry,
orders, and inscriptions, typically—could be erased and re-engraved,
and the whole plate reprinted as a new subject. This allowed the print
shops to respond more rapidly to the pace of current events and
changing tastes.*' Engraved propaganda on either side of the Jacobite
question makes some particular uses of altered plates, as will be
discussed later.
The "Polish Lady" print with Father Time also appears to be
derived from a portrait of Louise Marie, but clearly not the one where
she appears in "mascarade." The rather grim figure of Time is more

of the Stuarts in 'Exile after 1689 (Edinburgh: National Galleries of Scotiand, 2001), 47, 107;
Corp, A Court in Exile: The Stuarts in France, 1689—1718 (Cambridge: Cambridge University
Press, 2004), 192; Corp,letter to the author, 12August 2005.The "busts" of Louise Marie are
half-length portraits painted by Francois de Troy (1645-1730): Corp, The King over the Water,
47, 106, 111. Corp reproduces only three portraits of Louise Marie by De Troy (the latest
about 1711), none of which appears to have been the model for the "Polish Lady"with Father
Time. The Prince's letter seems to refer, however, to two different pictures by De Troy, and
it is possible that one of these may also have been the original of the Father Time print; if so,
it is untraced. The other possibility is that the letter refers to an original and a copy of the
same portrait by De Troy, presumably one reproduced by Corp (Corp, letter to the author,
6 February 2006). For Dicconson and the court at Saint-Germain, see Osford Dictionaty of
National Biography (ODNB), on-line; Corp, A Court in Exile, 315-53.
See Layard, The Headless Horseman-, Layard, Suppressed Plates (London: Adam and Charles
Black, 1907), 192-244; Layard, Catalogue Raisonne' of Engraved British Portraitsfrom Altered Plates
(London: Philip Allan & Co., 1927); Craig Hartley and Catharine MacLeod, "Supposititious
Prints," PrintQuarterly 6 (1989), 49-54.
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appropriate for a princess who has met an untimely death, which tends
to suggest that that engraving also originated as Louise Marie; an artist
starting from scratch on a portrait of Clementina would presiomably
have chosen Victory, Hymen, Cupid or some other auspicious
mythological figure. Princess Louise Marie seems,in fact, to have been
regarded as particularly suited to the iconography of vanitas, mutability
and mortality. In 1744, an engraving of her "at her Toilett" by "N.
Parr" (Nathaniel Parr, active 1742-51) was offered for sale in London,
on the eve of the rising of '45. In the print, the Princess sits at a table
beneath a swag of drapery, holding a large mirror away from herself.
The glass reflects a skull that Ues on the table, together with a globe,
royal regalia, a watch and a large book displaying two passages from
Ecclesiastes ("Vanity of vanities," 12.8; and "To everything there is a
season," 3:1), among other objects [Figure 4].^'' Below are lines from
Nicholas Rowe's Uljsses (1706):
And therefore wer't [tir] thou bred to virtuous Knowledge
And Wisdom planted early in the Soul;...
To bear with accidents, and ev'ry Change
Of various Life, to Struggle with Adversity.^^
The theme is the transitory namre of aU worldly things, with a strong
element of memento man—as in the "Polish Lady" print with Father
Time, which it perhaps echoes consciously. These themes are really not
appropriate for Clementina in 1719, as she embarked on her married
Ufe—unless one needed an image of a more or less Polish-looking
princess in a pinch, as seems to have been the case.
It would be reasonable to conclude from aU of this that aU the
prints labeled "A Polish Lady" were clearly always intended to depict
Clementina, but mayoriginally have appeared, without that inscription,
as Lotoise Marie. If so, the words "A Polish Lady" would have been a
later rather than an earlier addition, after the escape from Innsbmck.
It is probably impossible, however, to determine the precise chronol-

See Sharp, 104 (no. 176); Ijondon EvenmgPost, 22-24July 1744. The only medaUic portraits
of Louise Marie appear to have been produced to mark her death: see Noel Woolf, TheMedallic
Record of the Jacobite Movement (London: Spink & Son, 1988), 64 (no. 25:1 and 25:2).
" Nicholas Rowe, Ulysses: A Tragedy (London, 1706), 1 (I.i.9-10 and 13-14).
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ogy. Once news of Clementina's rescue broke, printseUers and their
buyers had only her in mind, as is made clear by the advertisements for
the prints which appeared in the London newspapers.

^ III: The Newspaper Advertisements
The "Polish Lady" prints are well documented in the press. In
Nathaniel Mist's Weekly Journal (a newspaper of distinctly Jacobite
tendencies) of 15 August 1719, there appeared the following
announcement:
Just publish'd, A curious Print of a Polish Lady, in a
Polish Habit, now residing at Rome, finely ingraved after an
original Painting; sold by the Print-sellers of London and
Westminster.
Similar announcements were published in the Evening Vast, the London
Journal, and the Post-Bqy in the summer and autumn of 1719, the last
referring to the subject of the print as "a Polish Princess."^® This, and
the detail about her "now residing at Rome," could not make things
more obvious. The advertisements clearly refer to prints of a woman
in Polish dress with the identifying inscription "A Polish Lady," which
could mean either the print with Father Time, or one of the states of
the portrait with a mask and such a caption, or both.
Early in the following year, the Post-Boy of 18—20 Febmary 1720
offered a "Polish Lady" print for sale in the following terms (readvertised in the issues for 20-23 February and 3-5 March 1720):
Lately imported, A very fine Print of a Polish Princess now
residing at Rome, grav'd at Paris by Du Change, that grav'd

Epening Post, 11-13 August and 1-3September 1719; London Journal, 11 August 1719; PostBqy, 6—8 August, 18-20 August, 1-3 September, 8—10 September, 15-17 September, 22-24
September, 29 September—1 October, 6-8 October, 13-15 October 1719. The newspapers
had recently featured advertisements for a book entitled Passionate Love-Letters between a Polish
Princess and a certain Chevalier (London 1719), ostensibly the correspondence of James and
Clementina; stcEveningPost,14—16,21-23,23-25July 1719;PoV-B^14-16,16—18,18-21July
1719.
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the Lxaxemburg gallery. Sold by the PrintseUers of London
and Westminster. Price 2s. 6d.

"Du Change" is probably Caspar Duchange (1666-1757), an engraver
in his own right and the publisher of two other known prints of
Princess Clementina.^® A later notice in the Post-boy (24—26 March
1720) advertises an engraving of "the Princess Sobiesky," also by Du
Change but taken "from an Original Painting by Trivisani" (Francesco
Trevisani [1656-1746]).^° The closeness in date of the Febmary and
March advertisements in the Post-boy would tend to suggest that they
both refer to a print after Trevisani, rather than the "Polish Lady" of
the previous year, which would explain the absence of Polish dress
from the description in March. It would seem, then, that by the
beginning of 1720 the printsellers had moved on to an image of the
Princess that was more current—and, if the earlier prints had indeed
recycled a portrait of Princess Louise Marie, to an acmal portrait of
Clementina drawn from Ufe.

^ rV: Iconography ^
The symbolism of the Polish Lady prints is not elaborate, in contrast
to much Jacobite material culture, which can be heavy in its use of
dynastic iconography, coded political messages, and allusive mottoes,
both Latin and English.
If the "Polish Lady" inscription is a later addition to a portrait
originally intended to represent Princess Louise Marie, Father Time
serves as a stand-in for that .other figure with a scythe, who cut short
the life of the Pretender's much lamented younger sister. As has been
suggested. Time is less appropriate in a portrait of Princess Clementina,
although perhaps it was felt that he could serve as a reminder of the
historical cycle of revolution and restoration—and thus of the
" See Shaip, 106 (nos. 182-83). Sharp notes that the price for the Post-Bq/s print is high for
a portrait in this period, suggesting its rarity or the expected level of demand, or both (e-mail
to the author, 29 January 2006). Compare the 1 shilling paid by Sit George Clarke.
® For the Trevisani portraits of Clementina, see Corp, The King over the Water, 56, 59, 60,108.
Prints after Trevisatii: Sharp, 106-7 (nos. 181-87; none by Du Change).
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impending end of the Hanoverian interlude—although such a gloomy
allegorical figure may have struck a somewhat false note amidst the
euphoria of Clementina's escape.
One of the flowers in the Princess's hair, in the versions in which
she holds a mask, is a rose—^which we must surely view as a Stuart
royal symbol, given the frequency of its representation in Jacobite
propaganda in other media.^^ In addition to the rose, there are other,
smaller flowers which look like forget-me-nots: if so, they would be an
appropriate reminder to British buyers of the print not to forgetJames
and his cause.
Clementina's mantle of velvet and ermine may also be intended to
suggest the royal robes to which she (or, indeed, Princess Louise Marie)
was legitimately entitled. In the versions with the mask, she seems with
her left hand to draw the onlooker's attention to the jeweled beltbuckle at her waist. Perhaps this is meant to suggest the considerable
dowry that Clementina brought with her, or to the Crown Jewels
absent from the portrait, although that may be stretching a point. The
ribbon tied in a bow around the Princess's neck in the mask prints is
not quite the figure eight of a lacs d'amour, the true lover's knot of
French heraldry, but possibly has some association with love and
fidelity, which would be consistent with the Jacobite presentation of
Clementina as a girl willing to risk life and limb for her intended.^^
In the prints where Father Time is absent, the most important
symbolic prop is, of course, the mask which the "Polish Lad/' holds
in her right hand. It is this object which wiU be the focus of the
remainder of this essay. The opposition of deception and reality are the
principal themes of the image chosen in these prints (whatever its
antecedents as another Stuart princess) to represent Clementina
Sobieska, the Jacobite pinup of 1719—20.

See Paul K. Monod, Jacobitism and the English People, 1688-1788 (Cambridge: Cambridge
University Press,1989), 64-66,71,153,196,198,204,210-20,237,296; Geoffrey B. Seddon,
The Jacobites and their Drinking Glasses (Woodbridge, Suffolk: Antique Collectors Club, 1995),
178-84.
^ Charles Grandmaison, Dictionnaire heraldique (Paris: Migne, 1861), 471; James Parker, A
Glossary of Terms Used in Heraldry (Oxford: James Parker, 1894), 133; Georges de Crayencour,
Dictionnaire heraldique (Bmssels: n.p., 1974 [1975], 190, 382, 389.
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^ V: The Stuarts and Disguise ^

What is the significance of disguise, especially disguise that is put off by
the wearer? Clementina had literally just removed hers: in Wogan's
daringplan, thejacobite lady Mrs. Missett assumed the character of the
comtesse de Cernes, and the Princess that of her sister. The "Polish
Lady" print, which depicts Clementina in the act of pulling a mask
away from her face, is thus a visual reminder of the deception which
was essential to the success of the escape. As one of the legends on the
Pope's medal of 1719 succincdy putit, DECEPTIS CVSTODIBVS—
"the guards being deceived."
Disguise and dressing up came namraUy to the Smarts. Clementi
na's great-great-great-grandfather-in-law King James V of Scots Uked
to conceal his identity in order to mix with his subjects, like Haroun alRaschid in
Arabian NightsP King Charles II hid in the Boscobel oak
after the Battle of Worcester—not quite disguise, but a similar
stratagem. For the later Smarts, disguise was a matter of necessity, not
entertainment—although with Clementina's incognito on her flight
from Innsbmck there is an air of rather operatic unreality to it aU:
would anyone really have been taken in?^'^ Any reader of the Smart
Papers at Windsor Castle wiU be familiar with the Jacobites' heavy
reliance on coded messages—bothin cypher and by the substimtion of
innocuous words for dangerous ones—as well as the multiplicity of
pseudonyms used to refer to the major players in the drama.
Clementina's elder son. Prince Charles Edward, resorted to disguise
when he fled after CuUoden dressed as Betty Burke, the maid of Flora
Macdonald, and in his wanderings in the late 1740s and 1750s.^^ The
^ See ODNB—and, of course, Sir Walter Scott's Lady of the Lake and Tales of a Grandfather
(where the novelist says thatJames V was only doing as his father, James IV, had done before
him).
The melodramatic potential of the story is realized in Clementina (1910), a novel by A. E. W.
Mason (1865-1948), which was soon afterwards dramatized. A silent film followed in 1911,
directed by William Barker and starring H. B. Irving (son of Sir Henry) as Wogan, Alice Young
as Clementina, and EUle Norwood (an early cinematic Sherlock Holmes) as James: see
www.imdb.com/title/tt0244149.
® Frank McLynn, Charles Edward Stuart: A Tragedy in Many Aas (London: Routledge, 1988),
280-86, 306, 382, 378-94, 397-99, 421, 432, 450, 494-95; Niall MacKenzie, "'Dougal
MacCuUony, I am Glad to See Thee!': Gaelic Etymology, Jacobite Culture, and Exodus
Politics," Scottish Studies 'Review 2:2 ( 2001), 29-60; Niall MacKenzie, "The 'Poetical Perfor
mance" between John Roy Stewart and Lord Lovat (1736)," 6igse 34 (2004), 132—33; NiaU
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image of the Prince in drag appears in prints and on Jacobite
glassware.^^ The inscription on one of the prints reads:
Routed o'er Hills the young Adventurer flies
And in a Cottage sinks to this Disguise
Fled his gay Hopes, defeated his fond Scheme
His Throne is vanish'd like a golden Dream.
By manly Thoughts He'd charm his Woes to rest:
But yet CtoUoden still distracts his Breast.^^
Costume was a rhetorical strategy as well. Portraits of Charles in
Highland dress served to reinforce his ancient ancestry, as well as his
bravery and romantic glamor.^^ Dress was also a way of asserting
identity and legitimacy, for example through portraiture that displays
the Stuarts with their rightful royal regalia, including the ribbons and
stars of the dynastic orders of the Garter and Thistle. (Prince James
departed from tradition and wore the orders together, making it clear
that he staked his claim to the thrones of both England and Scotland).^'
Disguise was also one of the main techniques ofJacobite material
culture. The stratagem of passing off a Stuart under another guise no
doubt stemmed partly from prudence, given that it was treasonous to
possess images of the exiled royal family or to utter "seditious words"
in support of them.^° In a well-known print, a portrait of Prince James
is labeled "Louis Alexandre de Bourbon Comte de Toulouze Amiral de
France." The print is mounted next to the "Polish Lady" in album

MacKenzie, "Eliza Haywood in a 'Scrutinising Age,'"
of Johnsoti 16 (2005), 183-88.
Seddon, 133—35; Sharp, Engraved Record, 115—16 (nos. 218—19).
^ Sharp, Engraved Record, 115 (no. 218). Robin Nicholson suj^ests in Bonnie Erince Charlie and
the Royal House of Stuart, 1688—1788: Works of Art from the Drambuie Collection (Edinburgh:
Drambuie Liqueur Co., 2002), 38 (cat. 87) that the verses on the print are deliberately neutral,
in order to cater to print-buyers on either side of the Jacobite divide.
Seddon, 123-25,128-32;bnz.v^,Enff-avedRecord,'7S (no. 220), 116-17 (nos.220-26);Robin
Nicholson, Bonnie Prince Charlie and the Making of a Myth: A Study in Portraiture, 1720-1892
(Lewisburg: Bucknell University Press, 2002), 62-80,102-6. The traditional identification of
a portrait of a young man in PoHsh dress, including an ermine-lined cloak, as Prince Charles
Edward is, however, probably fanciful: Nicholson, 138.
Corp, The King over the Water, 55.
^ Monod, 233-66; Sharp, Engraved Record, 57-58, 61, 68.
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XVII of the George Clarke Print Collection at Worcester College.^^
Certain elements of the portrait are in fact taken from an image of the
French prince—^like the collar of the Order of the Golden Fleece, of
which James was not a member—but the likeness is definitely that of
the Pretender, derived from the well-known portrait by Alexis-Simon
BeUe.^^ The Belle portrait was the basis of a large number of widely
circulated prints, which ensured that the image of James could speak
for itself, without a name underneath it or, as in this instance, with an
alias. Sharp suggests that the use of a name other than the Prince's real
one was a device calculated to frustrate prosecution for treason.
This practice was complicated by the printsellers' habit of
recycling Jacobite images for Hanoverian purposes (another use of
altered engraving plates), to satisfy demand on both sides of the
succession question—demand which probably swayed back and
forth—and probably also to be seen to be on the right side of the law
in the face of potential prosecution. Examples are the images in two
prints, both intended to represent Queen Mary Beatrice rocking the
young Prince of Wales in a cradle. One of them is clearly intended to
dispel rumors that the Prince was a supposititious child, smuggled in
by means of a warming pan; the other, which adds the figure of a
lascivious Father Petre, confessor toJames II, has the opposite intent,
seeking to propagate doubts about the paternity of the royal baby. The
image of the Queen and the child in his cradle was later deployed as
Queen Anne with the infant Duke of Gloucester, and then again as
Queen Caroline with Prince William Augustus—the future victor of
CuUoden.^^ Another reason for these altered plates was exigency, for
example if the "Polish Lady" was originally an image of Princess Louise
Marie, rechristened in order to satisfy the sudden demands of the printbuying public in the wake of Clementina's sensational deliverance.

Sharp, Engraved Record, 97;Timothy Clayton, TheEnglish Print, 1688-1802 (New Haven; Yale
University Press, 1997), 78 (fig. 88), where the two prints are shown together, at the same
opening of the Clarke album; Ersklne-HlH, "Twofold Vision In Eighteenth-Century Writing,"
ELH 64 (1997), 903-04.
Sharp, EngravedRecord, 97 (no. 140); George Clarke Print Collection, XVII:141. See also Nlall
MacKenzle, Charles XTl ofSweden andtheJacobites, RoyalSmart Society paper 62 (London: Royal
Smart Society, 2002), for the use of the Swedish king as a proxy for Prince Charles Edward.
Layard, Catalogue ^isonne, 80 (no. 74); Hardey and MacLeod, 49-54; Sharp, Engraved Record,
53, 81 (no. 67), 82 (no. 71), 93 (no. 128).
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Jacobite use of an alias was not always adopted out of prudence,
however. Sharp is doubtless correct to say that the inscription on the
portrait of James as "Louis Alexandre de Bourbon" was intended as a
protection from prosecution, which was always a real possibility, but it
may also be that there was no real expectation that anyone would be
taken in by the ruse. Indeed, the point may have been to taunt the
authorities rather than put them off the scent. This appears to be the
point of another print derived from the BeUe portrait of James, which
bears the legend "His Royal Highness George Augustus Prince of
Hanover Electoral Prince of Brunswick & Duke of Cambridg [sic\
Grandson to ye Most Illustrious Princess Sophia"—none other than
the man who later became King George II. The image was later
recycled as the father of George Augustus—that is. King George I.
Were these identifications Jacobite jokes at the expense of anyone
gullible enough to think that either German George was represented?^"^
Something similar may have been afoot in the two London
altarpiece scandals that erupted slighdy before and slightiy after the
"Polish Lady" appeared in the print shops. The first scandal was in
1713—14, when there was a flurry over a new altarpiece of the Last
Supper at St. Mary Whitechapel, painted by the high-flyer James
FeUowes at the instance of the non-juror Richard Welton, rector of
Whitechapel. The painting was said to depict Prince James as one of
the Disciples, and White Kennett, the Whiggish Dean (and later
Bishop) of Peterborough, as Judas Iscatiot. The second controversy,
which arose in the highly charged atmosphere after the failure of the
Atterbury Plot, involved William Kent's painting of St. Cecilia, which
was installed over the altar of St. Clement Danes in 1721 and became
the subject of controversy in 1725, when the figure of the saint was
identified as a portrait of Clementina and one of the putti as possibly
one of Prince Charles Edward.^^ If the two altarpieces did in fact

Layafd, Catahgue 'Raisonne, 71 (no. 65); Sharp, Engraved Record, 67, 94 (no. 128b). An
engraving of Clementina, based on the portrait by Trevisani, was later altered to depict Queen
Charlotte, the wife of George III, which may be a Hanoverian retort: Layard, Catalogue
Raisonne, 115 (no. 104); Shatp, Engraved Record, 107 (no. 183.tii).
For an account of the altarpiece controversies (primarily the later one), see Eirwen E. C.
Nicholson, "The St. Clement Danes Altarpiece and the Iconography of Post-Revolution
England," in SamuelJohnson in Historical Context,]. C. D. Clark and Hpward Erskine-Hill, eds.
(Basingstoke; Palgrave, 2002), 55-76. See also Sharp, "The Religious and Political Character
of St. Clement Danes," In the same volume, 44—54; Sharp, Engraved Record, 40, 218-19 (no.
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represent the contemporary people they were said to, it would seem
that the element of disguise was purposely superficial, intended to
provoke rather than to deceive. The "Polish Lady" prints appear to
employ the same strategy, seeming to dissemble the identity of their
subject, but at the same time making it perfectiy obvious.

VI: The Masquerade

We also ought to interpret the Polish Lady in light of the critique of the
masquerade that was current at the time the prints circulated in Britain.
There was no shortage of critics of the new vogue for fancy-dress
parties made popular by the Swiss impresarioJohannJakob Heidegger
(1666—1749). In a fairly light vein is The Danger of Masquerades and Rareeshows (London, 1718), by "C.R. of C.C.C. Oxford" (Corpus Christi
College), whose principal concern, as he states on the title page, is the
"Decay of Wit" which these "irrational Entertainments" are likely to
cause.^'^ In the Tetterfrom a Parishioner of St. Clement Danes that exposed
the "St. Cecilta" altarpiece, the painting is called a "popish Raree
Shoid^—^in other words, a masquerade or something like one.^^ For the
author of The Conduct of the Stage Consider'd (1721), which includes what
its title page announces as "Short Remarks upon the Original and
Pernicious Consequences of Masquerades," even Roman Catholic
writers condemned the masquerade (30-31).
William Hogarth's satire of "The Bad Taste of the Town" in a
print of 1724 on the fashion for masquerades and operas is also fairly

714, an engravingof theWhitechapel altarpiece). For Hogarth's burlesque of Kent's altarpiece,
see Ronald Paulson, Hogarth's Graphic Works,3"* ed. (London: The Print Room, 1989), 56-57
(no. 63). The St. Clement Danes altarpiece was destroyed by an enemy bomb in 1940. The
Whitechapel altarpiece survives, in modified form, in St. Alban's Abbey.
Also lighthearted in tone ext Spectator^, 14,22 and 101, all from 1711, in Donald F. Bond's
edition, 3 vols (Oxford; Clarendon Press, 1965); Susanna Centlivre, A Trip to the Masquerade
(London, 1713); Benjamin Griffin, The Masquerade: Or, an Evening's Entertainment (London,
1717); Charles Johnson, The Masquerade. A Comedy (London, [1719]); and The Masquerade. A
Poem (London, 1724).
AEetterfrom a Parishioner ojSt. Chment Danes (hondon,1725), 10.
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gentle, but it should be noted that the masked revellers being literally
roped into Heidegger's Long Room are led not only by a jolly jester but
also by a bird-footed devil—and Dr. Faustus looms on the fafade of
the opera house opposite, a further note of the sinister in what is
otherwise lighthearted fun.^® Henry Fielding's treatment of Heidegger's
fashionable diversions in The Masquerade (1728) is along the same Hnes:
essentially comic, but with some darker undertones. In Fielding's
poem, the goddess Error reigns over a scene where
As in a madman's frantic skuU
When pale-fac'd Luna is at full.
In wild confusion huddled lies
A heap of incoherencies:
So here in one confusion hurl'd
Seem all the nations of the world.^'
More ominous in tone and distinctly political is The Fears of the Pretender
Tum'd into the Fears of Debauchery (1715), which assails the "general
Calamity of Vice and Debauchery breaking in like a Flood upon us"
(7). In the author's view this tide threatens the security of Britain's
"greatest Deliverance"—that is, her safety from the tyranny that the
Pretender sought to impose with the Jacobite rebellion of 1715.
Among the immoralities that need to be restrained, in order to prevent
a moral weakness that will inevitably lead to popery and oppression, are
"an Excess of Riot, Gayety, Balls, Plays, Masks, Revels, Dmnkenness
and Debauchery" (29)—although the author is at pains not to blame
King George or the Royal Family for any direct involvement in the
promotion of these wickednesses. This was not an isolated view in the
early years of Hanoverian rule. The author of The Conduct of the Stage
Consider'd, having found the origin of masquerades in antiquity, applies
his thesis to modern Britain (37):
Thus we have traced the Masquerades to their Fountain-head:
they were invented by Heathens in honour of their false
Gods, but among Christians how is the tme God dishon-

See Paulson, 47-49 (no. 44).
Henry Fielding, The Masquerade, A Poem. Inscribed to C—t H-d-g-r (London, 1728), 3.

308

16J0-18J0
oured, by the pernicious Congress of Masqueraders, whose
nocturnal Revels, if not restrained, will prove more fatal to
Religion, than the ViUany of the South-Sea Directors has been
to the National Credit?

Heidegger himself was the target of the Middlesex Grand Jury (who
petitioned for the suppression of these entertainments in 1723, the
same year that they denounced Mandeville's ¥ahk ofthe Bees), and of the
Bishop of London, who fulminated against him from the pulpit in
1724/° The masquerade also provided ample material for dramatists
and early novelists, where it is a potent symbol of deceit, illicit desire,
and misrule.In the earlier fictions of Eliza Haywood, a masquerade is
often the undoing of the heroine: see, for example. The Masqueraders:
Or, Fatal Curiosify (1724—25); Fantomina: Or, Lore in a Mas^, In Secret
Histories (21"^ ed., 1725); and The Tucky Rape: Or, Fate the Best Disposer,
included with Cleomelia
ed., 1727). Daniel Defoe's Roxana or. The
Fortunate Mistress (1724) is ostensibly set in the 1660s, but its anxiety
about the main character's use of masquerade clearly alludes to disguise
and degeneracy in the author's own time, as a number of studies have
shown.'^^ It comes as no surprise, then, that an early eighteenth-century

See ODNB; Bematd MandeviUe, The Fabk of the Bees, 2 vols. (Oxford: Clarendon Press,
1924), xxxiv. See a letter, critical of the license of the masquerade (in contrast to the moral
climate of the late and virmous Queen Anne) in Weekp Journal: or, Saturday's Post, 19 April
1718); alsoWeekp Journal, or, British Gasy:tteer, ISFebmary 1718. Also active in this period were
the Societies for the Reformation of Manners, for which see D. W. R. Bahlmann, The Moral
Bivolution of1688 (New Haven:Yale University Press, 1957); M.M.Goldsmith, "Public Vitmes
and PrivateVices: Bernard MandeviUe and English Political Ideologiesin the Early Eighteenth
Century," ECS 9 (1975-76), 477-510; T. C. Curtis and W. A. Speck, "The Societies for the
Reformation of Manners: A Case Study in the Theory and Practice of Moral Reform,"
Literature andHistoy 2! (March 1976), 45-64; Robert B. Shoemaker, "Reforming the City: The
Reformation of Manners Campaign in London,1690-1738," in L. Davidson et al., eds.. Stilling
the GrumhlingHive: The Besponse to Social and Economic Problems in England, 1688-1750 (Stroud,
Glos: AlanSutton, 1992), 99-120; Shoemaker, Prosecution and Punishment:Petty Crime and the Law
in London and BuralMiddlesex, c. 1660-1725 (Cambridge: Cambridge University Press, 1992),
238-72; Tony Claydon, William III and the Godly Revolution (Cambridge: Cambridge University
Press, 1996), 111-21; Alan Hunt, Governing Morals: -A Social Histoiy of Moral Regulation
(Cambridge; Cambridge University Press, 1999), 28-56.
Rodney M. Baine, "Roxana's Georgian Setting," SEL15 (1975), 459—71; David Blewett,
'"Roxana' and the Masquerades," MLR 65 (1977), 499-502; Blewett, Defoe's Art of Fiction
(Toronto: University of Toronto Press, 1979), 121-27; Paul AJkon, Defoe and Fictional Time
(Athens: University of Georgia Press, 1979), 49,53-58.
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English translation of Cesare Ripa's celebrated book of emblems
explains that the personification of Fraud carries a mask, denoting the
fact that she "makes things appear otherwise than they are.'"^^

% VII: Misrule ^
Recent literary criticism has explored disguise and the "carnivalesque"
as expressions of sexual license, blurred gender identities, social
inversion, and general disorder.It is against this backdrop that we
ought to consider "A Polish Lady"—not because she represents any of
these things, however, but because she represents their antithesis.
Clementina's newsworthiness in 1719 was as a result of her marriage.
If there is a certain jaunty eroticism to aU of the "Polish Lady" prints,
it is surely focused on the marriage bed, not extra-marital dalliance.
Clementina was first and foremost a young bride—a spirited one, but
certainly no brazen hussy making available her sexual favors, under the
protection of disguise, at a fashionable entertainment. Her value to the
Jacobite cause was to ensure the legitimate succession and point up the
family values of James. The marital virtues of the Jacobite royal couple
were to be seen in contrast to the domestic irregularities of George I,
who had an adulterous ex-wife locked up back in Hanover and two
German mistresses in London, both more than faintly ridiculous but
without parallel at the court of the sober and faithful James.'^ The
Jacobite critique of King George was a carefully considered assertion
of the moral superiority of James, based on personal integrity as well

*^'Pier:ceTempest,e6..,Iconoloffa:Or,MoralEmbkms, lyCasarBJpa(London, 1709),30 (no. 118)
(emphasis in original).
Terry Castle, Masquerade and Civilisation: The Carnivalesque in Eighteenth-Centuiy Culture and
Fiction (Stanford: Stanford University Press, 1986); Mary Anne Schofield, Masking and
Unmasking the Female Mind: Disguising Fjsmances in Feminine Fiction, 1713—1799 (Newark:
University of Delaware Press,1990); Ros BaUaster, SeductiveForms: Women's AmatoryFictionfrom
1684 to 1740 (Oxford: Clarendon Press, 1992), 179-95; Catherine Craft-Fairchild, Masquerade
and Gender. Disguise and Female Identity in Eighteenth-Century Fictions ly Women (University Park:
Pennsylvania State University Press, 1993), Zi—Ti.
The separation of James and Clementina in 1725-28, when the Princess retired in a huff to
a convent, was therefore a severe blow to the Jacobite cause: see my "The Memorial of the
Chevalier de St. George (1726)."
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as legitimate right.'*^ Later, when Clementina gave birth, first to Prince
Charles Edward and then to Prince Henry Benedict, there was a sort
of battie in medallic form between the Hanoverians and theJacobites
on the production of heirs as a statement of dynastic vigor.''®
The "Polish Lady" is not, furthermore, an emblem of deceit; she
pretends to be nothing other than what she truly is, a Polish lady
(assuming, if the portrait was actually adapted from one of Princess
Louise Marie, that the public would not have been aware of that level
of deception). Clementina is thus not at all like those stock figures of
anti-masquerade polemic, the duchess pretending to be a chambermaid,
or the maid dressed as a duchess. No pantomime Polish princess is she.
Her "disguise" is in fact her proper national dress, so no disguise at aU.
If anything, Clementina is more than what she is shown to be, with a
tme identity that is not advertised but not exactly dissembled either:
surely the point is that she is not just "a Polish Lady," but also the
Polish lady advertised in the newspapers and the print shops, and
whose name was on everyone's lips after her dashing escape. This
points to what she really is for the Jacobite: Queen of England,
Scotland, France, and Ireland by virtue of her recent, brilliant match,
and in stark contrast to George's wife Sophia Dorothea, disgraced,
divorced, and hidden away in Hanover, her former husband not even
a proper king. It is, of course, the Hanoverians who are the real
pretenders in this picture. In the versions of the print with the mask,
the theatrical effect is heightened; not only has the curtain been pulled
back, perhaps by a recently departed Time, but the mask has also been
drawn away to reveal the Polish lady—a double revelation. She has, as
it were, posed and answered the stock riddle of the masquerade, where
the revelers "rally all they see / With that smart phrase, "Do you know
me?'"*^ Fielding's lines suggest that the question is usually a silly one
that defeats only the dullest partygoer: the disguises of the night's
entertainment may not, in the end, fool very many masqueraders.
The print's use of the topos of disguise is similar. We are given one
of those ostensibly cryptic but at the same time deliberately easy clues
as to the identity of the personage represented in the Jacobite
See my "Umea Salus (1721): A Jacobite Medal and its Context," The Geoman Gnup Journal
15 (2006), 88-120.
Woolf, 87 (no. 43:1 and 44:1).
Fielding, The Masquerade, 6.
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propaganda image. The controversial London altarpieces are examples
of this technique, as are the medals of 1708—13 depicting the profile of
James and the simple inscription CVIVS EST—"whose is it?" Of the
same ilk is the medal of 1710 with James's nameless effigy and the
legend COGNOSCUNT ME MKE ("My own know me").^' This
practice reaches its logical conclusion in images where there is no
identifying detail at all—for example, in the prints which show just the
face of the Pretender, too well known even to require a mysterious
inscription.'^' As with the Polish Lady, James's identity in these prints
is concealed, but the "disguise" is no disguise at aU. We are meant to
recognize James and promote his cause, to "look, love and foUow" in
the words of a famous post-CuUoden medal. If Jacobite propaganda's
use of aliases, disguise, and mystification had been too successful, after
all, its effectiveness would have been lost. The art of decoding many of
the mottoes and emblems found on Jacobite material culture is
therefore not difficult, in fact easy on purpose. If the message is
obvious, it is meant to be. The "Polish Lady" operates in the same way:
mysterious when to be explicit could be compromising, but not so
mysterious as to be impenetrable.
Just as Clementina's mask hides nothing, her representation as the
Polish Lady departs from the conventional view of the masquerade in
an important way: she is not a figure of disorder or, in the literal sense
of the word, misrule. We see her in the act of unmasking, which was
the moment when all deception vanished, identities were revealed, and
social order restored. The false queens are seen for what they
are—chambermaids, disgraced electresses, or ridiculous
mistresses—^while Clementina is what she has always been. Well might
Clementina have adopted the motto SEMPER EADEM ("I am always
the same") used by Queen Elizabeth I and again, consciously echoing,
by Queen Anne, as an indication of her constancy.

Woolf, 55 (no. 20:1a, b and c), 60 (no. 23:1a and b), 61 (no. 24:1), 62-63, 66 (no. 27:2), 69
(no. 28:3). The variant COGNOSCVNT MEI ME appears on a portrait engraving of Prince
James dated 1704 and on Jacobite glassware: see Seddon, 111; Sharp, Engraved Record, 90 (no.
11 B.ii-iv); Nicholson, Bonnie Prince Charlie and the Making of a Myth, 26,29. See also my"Unica
Salui' and "Some Latin Inscriptions" for fuller discussion of these medals.
See, for example. Sharp, Engraved Record, 17, 93 (no. 128), 64, 96 (no. 136-38).
" Woolf, 113 (no. 60:1); Monod, 70-73.
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Clementina is a figure of stability amidst the Saturnalia of the
masquerade, in stark contrast to the dubious moral world of Heidegger
and Hanoverian Britain generally, the gold amidst the dross. The
Jacobite critique of the new regime was a moral one: immorality,
gambling, stock-market speculation, and the other vices that had
afflicted Britain since 1688 (it was argued) were symptomatic of the
illegitimate rule first of William, then of George.^^ The Clementina of
the prints is, in spite of what one might at first think of her fancy dress,
a symbol of married virme and stable identity, as opposed to carnivalesque confusion, vice, and imposmre. She is an emblem of traditional
order and legitimate rule, an unbidden guest at what was perceived as
the chaotic sham of England under George 1. For a Jacobite, the
"Polish Lady" portraits showed Clementina on the morning after the
night before, at the break of dawn,®^ when the masks came off and light
shone on the tme namre of what lay beneath.^^

See my "Unica Salus."
A favoriteJacobite symbolof royal splendor and rebirth/restoration: see Monod,78; Woolf,
46 (no. 14:3; 14;5a and b), 47 (no. 15:1), 53 (no. 19:1), 78 (No. 36:1).
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